The creative process, as viewed by Sarraute in Between Life and Death, transcends temporal philosophical, aesthetic, and sexual schemes. Values and demarcation lines have changed. Heretofore, the notion of giving birth-be it to an object or an infant-has almost always been linked to the Great Mother, since she is the bearer of life, nourisher and devourer, and is identified with Eros, the relating principle which brings things together in nature and within the psyche.
Spiritual and intellectual factors-logos-have usually been associated in the West with the male. Sarraute's Writer, however, exists in an archetypal dimension. Although alluded to as masculine, since the masculine personal pronoun (il) is used to identify him, he is neither male nor female. Androgynous, he is composed of both sexes, a complex of opposites, as is the creative spirit in general. He transcends polarities and reaches beyond the empirical into eternal realms. Pierre Teilhard de Chardin's remark with regard to the creative process is applicable to Sarraute's androgynous Writer:
Everything in the Universe is made by union and regenerationby the coming together of elements that seek out one another, melt together two by two, and are born again in a third.' Androgyny is archetypal. It is a universal and collective image that implies "unity-totality" emerging from primordial wholeness or nothingness into the empirical world as divided entities (man and woman). Androgyny has been alluded to in the Bible (Gen.2:21), Plato's The Banquet, the Rig-Veda, the Tao to Ching, and alchemical and Kabbalistic tracts, etc. The notion of self-containment in the spiritually and psychologically androgynous being, if approached in a relatively objective manner, may pave the way for expanded consciousness, greater evaluation, development, and maturation. Once the potential for increase has been exhausted, however, death ensues-a return to the uncreated world of the absolute, to be followed by rebirth. Thus is the circle completed; thus does it pursue its course in endless gyrations. Androgyny should not be confused with hermaphroditism, which has always been considered "an aberration of Nature," writes Mircea Eliade; the former is "not an augmentation of anatomical organs," as found in hermaphrodites, "but symbolically, the union of the magico-religious powers belonging to both sexes."' Not only is Sarraute's Writer androgynous, he is also physically Sarraute, to be sure, is not the inventor of this kinetic literary technique based on the energetic power of the word. Nor is she the first to consider words and letters tantamount to God's creation of the world or to Prometheus's creation of the human race and to his theft of fire. Both notions go far back in history, to the Sefer Yetsirah (The Book of Creation), which predates the second century A.D., and to other mystical tracts. The Sefer Yetsirah describes cosmic creation and ways for humanity to share in it through ten "elementary" or "primordial" numbers (defined as God's Ten Emanations or the ten expressions of His "unfolding" into matter) and the twenty-two consonants of the Hebrew alphabet. The twenty-two letters are looked upon as composing the structural elements of the universe and are, therefore, the foundation of the world. It is through the infinite combinations and phonetic divisions inherent in these "basic letters" that the "roots of all things" exist. Each letter is thought to be charged with its own energy and varies in power, meaning, sound, and image, depending on its placement in the sentence and on the page. Analogies to the three realms of creation may also be drawn by means of a written character: the human sphere, the celestial domain, and "the Since certain words are archetypal in Between Life and Death they may appear, disappear, and reappear, assuming not only the role of flesh-and-blood characters, but of affects as well. Suprapersonal and nonindividual, their impacts are frequently inaccessible to conscious awareness. They appear or are sensed every so often as autonomous presences or tonal emanations which hover about for a bit, only to fall back into oblivion. At times, they reappear during other sequences as formless substances, as floating opacities, or as glistening crystallizations in an ever-dilating word/world.
Words in Sarraute's orchestrated prose achieve a scale of nuanced timbres, intonations, and amplitudes which at times triturate, lacerate, exacerbate, striate, bombard, and sear the Writer and reader as well. Or, they may work their charms on listeners by means of velvety, mellifluous, endearing, siren-like harmonics, depending upon their connotations, their positionings in a sentence, and their juxtaposition with other words of the "tribe," as Sarraute calls them.
Cases in point are plentiful. When, for example, the Writer hears a woman at the next table in a restaurant say to her son, "Armand, if you continue, your father will prefer your sister,"5 the power of the words he has just heard affects him deeply; they cut and dig into his flesh, insidiously and mercilessly. On another occasion, the Writer's mother unabashedly accuses him of "ruminating": of literally and figuratively chewing his words, swallowing, masticating, pulverizing, regurgitating them as he probes their origin, meaning, and effect upon him during his word-play sequences. She does not understand himthe artist in him-and for this reason is forever attempting to normalize him. She would like him to be just like the others. Once he has achieved fame, however, she makes a swift turnabout. She swells with pride-the pride of a Mother who gave birth to a genius. He was "predestined" to become a great writer, she now claims. The minute he was brought to her in his swaddling clothes, "J'ai su" ("I knew"), she Technique is now called into play. Without discipline, innovative elan may be dissipated. To be able to sift the dross from the pure requires a highly tuned thinking function: the power to rationalize, to differentiate, to distinguish, and to evaluate the outflow of new contents emanating from the collective unconscious. The Writer's eye, one of the most powerful of perceptive instruments, must be turned into a tool. Inquisitive and discerning, it must be object-and subjectobserver and participant-wandering about in unchartered territories within his psyche, apprehending the psyche's unknown forces, then integrating them into what will become the work of art. Such a trajectory is arduous, for during moments of intense creativity the Writer must learn to cohabit, to coexist, and to co-function with what may sometimes prove to be mephitic, insalubrious forces inhabiting him, as well as with sublime opalescent sensations-each learning to nurture the other.
Words, for the seven-year-old child, as mentioned previously, were playthings-toys which he set in motion or immobilized, whenever the spirit moved him. These treasures, which stimulated further verbal associations and incredible fantasy images, are presented by Sarraute in a spectacular bout of active imagination during a train trip the young boy takes with his mother. As the train rolls through bleak and snowy countrysides, the lad turns inward, entertaining himself by pronouncing homonyms and homophones in rhythm to the sound of the turning wheels. As each archetypal word comes into consciousness, heteroclite images form, removing him increasingly from his circumscribed and referential world, and plunging him more deeply into vaster, more nebulous spheres.
Active imagination can start with a fantasy, a dream, or an impression of a hypnagogic nature. Jung preferred the word "imagination" to "fantasy," considering the latter a kind of phantasm or fleeting impression. Imagination, on the other hand, he considered to be an "active, purposeful creation."' The images issuing forth into consciousness through the process of active imagination are endowed with both a life and a logic of their own. Jung described active imagination as "the only way toward a direct encounter with the reality of the unconscious without the intermediary use of tests or dream interpretation."8
The lad's starting point for his periods of active imagination were words which spurted forth homophonically and homonymically:
"Herault, heraut, heros, aire haut, erre haut, R. 0." (p. 17). Words and archetypal images hurtled forth almost simultaneously, and together they made up an entire story. The child's creative and pleasurable pastime in his mind's eye was forever being interrupted by his mother, seated in the same compartment, who criticized him for -ruminating." Not for one moment did she realize that her son was exploring the magical world of imagination-a domain where wholeness exists.
For the future Writer, active imagination "opened negotiations" with powers and forces in the unconscious which must have answered a specific need within him. Introverted and unhappy, living with a mother who had little if any understanding of her son's real nature, he used active imagination to help him escape into a land of warmth and comfort; but it also challenged and encouraged his creative elan. Unlike the dream, which is experienced passively, active imagination can be directed. The lad accomplished just that. The wanted or willed words he activated released images in his mind's eye, which in turn constellated clusters of sensations and feeling tones.
A whole world of secret desires and compensatory states of being emerged, Herault (the name of a department in France), herald, hero, an eagle's nest, a wanderer on high, R. O., were, for the lad, archetypal in dimension. They evoked white landscapes, a lavender horn, a knight followed by others riding a richly caparisoned charger, fog breaking out, dark skies lit by flickering stars. The R evoked a bulldog standing erect with his legs firmly set on the ground. The 0 symbolized the closed circle: "Everything closes and we start over again" (pp. 17, 29) . The whites and purples daubed onto this same verbal canvas show the lad's feel for color and form and also inject a sense of tremulous excitement. Reminiscent in tone of some canvases by Monet, Cezanne, and Matisse, they ally the medieval to the modern in diachronic relational patterns, thereby linking, associating, and fusing past and present in a space/time continuum.
The R, associated with the growling bulldog, stands for strength, fortitude, willpower, attention, and feeling. This archetypal protector (the dog as man's best friend), may also be envisaged as a positive father image or the power that will prevent any harm from coming to the boy. The dog is power; but he is also caring.
The 0, following the R, is a semiotic device that stands for all of the Writer's work and the various stages and variants it has undergone. It also includes the techniques and tools-abstract and concrete-used in the actual writing process: lines, spirals, dichroisms, punctuation, sensations, and literary and aesthetic devices, all communicating with each other in a circular round.
Psychologically, the 0 stands for the Self: the total psyche cornprising both conscious and unconscious spheres.
The train in which the lad is riding is also sign and symbol. As it speeds across the snow-covered landscape, activating his imagination, time expands and mythical time is born. The boy feels himself living in the medieval period; the charger in his imagination is festooned in colorful array, and the knight, strong and virile in his coat of mail, bears his heraldic symbols for all to see. Since the train represents the mechanistic world of objects, the boy is also part of the linear time scheme in a contemporary world, which functions scientifically, and with the accuracy of an impeccable clock. Inflexible in its order, disciplined, controlled, and punctual to the extreme, the train is unconcerned with any human factor. It is a link in a complicated communicatory network that links a variety of areas and circadian cycles. Like a human artery which carries the blood from one part of the body fo another, it also functions as part of its own vast circulatory system: relocating travelers and merchandise in a continuous round. A train imposes its laws and rhythms on the human being physically and psychologically, since it determines the destinations of all those within its metal frame-both on an individual and collective basis. Another factor also comes into play with the train: its circuit must be set well ahead of time. Such a situation implies the need to define one's course, thereby relying upon discipline and order. Any changes in scheduling or programming must be anticipated beforehand and carried out with precision and care.
Psychologically, the just-discussed sequence of active imagination implies an urge on the lad's part to precipitate the destruction of anything that might impede his course toward creativity or stifle his lunge for life-for creativity. It also suggests the opposite: his dependence upon the scheduled, rational function, the urge to plan ahead, to see to it that all factors in his world are linked, associated, and part of a cohesive whole.
At this stage of his life, the would-be Writer may be said to be symbolically charging and fighting his mother, rebelling against her demands that he return to reality. Over and over again, she suggests that he look out of the window at the scenery. But the speed of the train and the child's agitation blot out any definable shapes. Enjoying the freedom of his fantasies and mesmerized by the cadenced rhythmic patterns issuing forth from the repeated archetypal images and the even-sounding wheels as they speed ahead on the tracks, he is endowed with a sense of continuity and contentment.
Although the woman in the train is the young boy's mother, she may also be looked upon as an anima figure: a negative, collective mother figure with a decidedly disturbing, provocative, and irritating 
